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IN MEMORIAM—ELROY J. KULAS 


It is with the deepest sorrow that the Trustees of The 
Cleveland Museum of Art record the death of Elroy 
J. Kulas. A Fellow in Perpetuity by reason of his 
gifts, he was elected a Member of the Advisory Coun- 
cil and served until his death on May 13, 1952. 


His principal interest was in music, and as a mem- 
ber of the Musart Society he sought in every way 
possible to help the service of music in the Museum. 
The major expense in the rebuilding of the organ was 
| borne by him and his wife; he gave substantially 
toward the purchase of a new piano. He craved for 
others not only the opportunity to enjoy the pleas- 
ures which he himself deeply felt but he also un- 
selfishly sought to enlarge for them and for himself 
the creative world of beauty for which he cared so 
much. 
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The Eugene S. Halle Memorial Membership 
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THE BULLETIN OF THE CLEVELAND MUSEUM OF ART 
THE “PIETA” BY ANDREA MANTEGNA 


The Renaissance came late to Northern Italy. Byzantine and, 
later, flowered Gothic modes ruled in the region influenced by 
Venice; Giotto, the Florentine realist who had painted the 
Arena Chapel in Padua in the first decade of the fourteenth 
century, had had no immediate followers. However, beginning 
in the second quarter of the fifteenth century, Paolo Uccello, 
Andrea del Castagno, Filippo Lippi, and Donatello brought the 
decisive leaven of the Florentine Renaissance to Padua and to 
Venice, where it was to be interpreted by their artists in a char- 
acteristic and personal fashion. 

Andrea Mantegna was one of the most potent figures in Pad- 
ua. He was a student in the workshop of his adopted father, 
Squarcione, which was the focal point of the new ferment of 
ideas which centered in Padua at the time. As a son-in-law of 
Jacopo Bellini; as a follower of Pisanello and Gentile da Fab- 
riano, both narrative Gothicists; and as a brother-in-law of 
Giovanni Bellini, who later fell under his influence and trans- 
mitted the new ideas to Venice, Mantegna was a link between 
the old and the new. 

The great series of frescoes in the Eremitani in Padua, trag- 
ically bombed in World War II, were begun by a number of 
transitional artists and completed in magnificent fashion by 
Mantegna himself. They are the first affirmation of the new 
classical influences there; in them the human figure is glorified, 
and by dramatic concentration of ideas and scientific use of per- 
spective, a world of monumental form is brought into being. 
These frescoes were completed in 1457. 

About this time the Papal Protonotary, Gregorio Correr, 
Abbot of San Zeno in Verona, commissioned Mantegna to make 
a large altarpiece’ for the Church of San Zeno. Apparently Man- 
tegna worked on it between 1457 and the year 1459 when he 
definitely moved to Mantua to serve under the Marquis Lodo- 
vico Gonzaga, thus beginning his long association with that 
family. The panels for the predella of the San Zeno altar are 
separated from it now and are replaced by copies, the originals 
being in the Louvre? and the Museum in Tours.’ These lower 
1 Paul Kristeller, Andrea Mantegna (New York, 1901), Figs. 59, 60, Pl. VII. 


2 Ibid., Pl. VILL. 
8 Ibid., Fig. 61. 
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panels are much smaller in scale than the three main panels and 
it must be emphasized that Mantegna worked not only ona 
heroic scale but on a minute one as well. Of the same date is the 
St. Sebastian in Vienna.* 

It is in this period that Mantegna must have done the illu- 
minated miniature, really a small painting, which is a new 
Museum acquisition for the J. H. Wade Collection, and which 
was formerly in the Botkine Collection® in St. Petersburg. It 
represents the three Marys in lamentation over the dead Christ, 
the Pieta. It shows the characteristics of Mantegna at this 
period in: the sculptural grouping of masses in a landscape; the 
foremost plane established in a kind of terrace composed of 
striated rocks before the open tomb; the meticulous detail of 
the rocks, the pebbles, the plants; the sharp perspective leading 
to the mid- and far-distance, with tiny figures completely sub- 
ordinated beyond the main group, and on this plane, a repre- 
sentation of St. Francis receiving the stigmata; the far distance 
with a fantastic hill town with elaborate buildings, and to the 
right, Golgotha with the three crosses. The colors used, the nile 
green over a cold blue, the blue shot with pale rose-purple, the 
blue shot with violet, the rose and cinnabar-lacquer red, give a 
rich palette. The crinkly and broken folds of the stylized 
draperies shot with gold cling to the bodies and give form. 

Mantegna had a great feeling for his subject material in rela- 
tion to landscape. Landscape and figures are thought of in mass, 
and in both form and color are completely integrated. The 
colors are subjective not objective; they grow from within. 
Here Mantegna shows his relation to his Venetian milieu. In 
The Study and Criticism of Italian Art,’ Bernhard Berenson says 
this admirably in an article on the drawings of Mantegna: 
“His [Mantegna’s] first thoughts are those of an artist who 
perceives form in masses and not in outlines—therein betraying 
his affinity with the Venetians and with all born painters.” 

This is the emphasis Mantegna gives in “The Entombment” 
(the horizontal plate),* also probably of 1457-1459, the same 


4 Ibid., Pl. X. 

5 No. 51.394. Height 517%”; width 3°44”. Illustrated on cover. 

6 Collection M. P. Botkine (St. Petersburg, 1911), p. 6ff., ill. p. 5. 

7 Second Series (London, 1902), p. 48. 

8 Arthur M. Hind, Early Italian Engraving (Washington: The National Gallery of Art, 1948), 
Vol. VI, Pt. II, Pl. 487. 
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period as the San Zeno altarpiece, and one of the seven prints 
unanimously accepted as by the hand of the master. In this 
print Mantegna gives with astonishing power a moment of 
unadulterated and frenzied grief. The Cleveland miniature, 
instead, is grief after its acceptance, a different and no less 
poignant moment. The figure of St. John in the two works is the 
key to the moods. There are great similarities between the 
figures—in the form, in the drapery, and in the details of the 
feet, the hands, the face. What makes both works different 
from each other and such penetrating studies is that the artist 
has expressed through the figure an inner psychological con- 
ception, and the design and mood of each figure are an integral 
part of its context. 

A miniature such as this is astonishing because it preserves 
the colors in all their freshness after so many centuries. It has 
not suffered the ravages of time nor the intemperateness of 
restoration. Hidden perhaps within the confines of a library or 
in any case lovingly guarded and cared for, it remains un- 
touched, pristine, a rare legacy of the genius of Andrea Man- 
tegna. WILLIAM M. MILLIKEN 


“THE REPENTANT ST. PETER” BY GEORGES 
DE LA TOUR 


The re-evaluation of French seventeenth-century painting with- 
in the past twenty years has brought about a sharp change in 
aesthetic opinion, and the exhibition of the rea/istes at the 
Orangerie in Paris in 1934 marked the rediscovery of one of 
the most distinctive artistic personalities, the Lorraine painter, 
Georges de La Tour’ (1593-1652). Though in his own time a 
painter to the king, he had remained in obscurity for nearly 
three hundred years, and his painting had been consigned to 
oblivion by the subsequent changes in taste. 

After the exhibition in Paris, a veritable flood of critical liter- 
ature on de La Tour was loosed, but only recently has a series 
of monographs established some continuity in and made care- 


1 L’ Exposition des peintres de la réalité en France au XVITe siécle, Préf. de Paul Jamot; intro. et 
catalogue de Charles Sterling (3e édition corrigée; Paris: Musée de l’Orangerie, 1934-1935). 

2 First published by Hermann Voss, Director of the Kaiser Friedrich Museum, Berlin, in Archio 
fiir Kunstgeschichte, Vols. I-IV (1915). 
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ful appraisal of this mass of material. Even at that, many of the 
assumptions are based on comparisons and conjecture, since 
there are few actual documents or known dates. 

In the list of de La Tour’s works, which has slowly been com- 
piled, there is noted only one signed picture which also bears a 
date, that a time early in his career. In the late 1940’s there 
came to light another signed canvas, ‘““The Repentant St. 
Peter,’ also dated,in this case 1645, a year late in de La Tour’s 
career. Hence, this painting, now in The Cleveland Museum of 
Art as a purchase through gift of Hanna Fund, is of extreme 
importance stylistically as being the only dated example of de 
La Tour’s mature work. In an excellent state of preservation, 
“The Repentant St. Peter” is a ripe work of highest quality, 
dramatic in its intensity, in the wizardry of its painting of 
detail, and in its luminous if subdued color, which has a rich 
quality and brilliance. 

The picture itself has a curious history. From an early time 
until 1857 it was the property of Dulwich College. At this time, 
along with several other pictures, it was given by the college 
authorities, in token of esteem, to the Reverend W. Lucas Chafy 
on his retirement as a professor at the college. In 1857 no one 
knew or even cared who de La Tour was. The picture was con- 
sidered as of slight importance and good enough for a gift; in 
none of the available early catalogues or publications of Dul- 
wich College does any such subject seem to be listed. It re- 
mained in the Chafy family until recently, when it was acquired 
from a descendant. 

Remarkably little is known definitely of Georges de LaTour’s 
life. His birth date of March 19, 1593, has been established and 
the fact that he was the son of a master baker of Vic-sur- 
Seille, a hamlet near Nancy in Lorraine, where several related 
families of the same name, all respected tradespeople, lived. He 
appears to have married, at Lunéville in 1618, Diane le Nerf, 
of aristocratic origin; and in the parish register there are listed 
the births of their ten children. From 1636 to 1643, de La Tour 
was absent from Lunéville, perhaps because of the desolation 
caused by the Thirty Years’ War, but he returned to live out 


3 No. 51.454. Oil on canvas. Height 4854”; width 3714”. Ex Colls.: Dulwich College, Dulwich, 
England; Reverend W. Lucas Chafy and family. Illustrated on inside front cover. 
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his later years, dying there in 1652. Undoubtedly much infor- 
mation will yet be found as‘new documents come to light. 

Whatever de La Tour’s training might have been, still a con- 
jectural subject, his pictures are done in the luminist style of 
Caravaggio. There is disagreement as to how he received this 
influence: whether he spent the years from 1608 to 1618 in 
Rome, where he could have had contact with Caravaggio’s 
followers, or if not there, whether he could have encountered 
Caravaggio’s Flemish followers, Terbrugghen and Honthorst, 
who returned north from Rome around 1620, some time after 
which de La Tour made a trip to the Netherlands. Furness* and 
Sterling’ believe that de La Tour, probably in his early years 
before the age of twenty-five, actually went to Rome, where he 
could have seen Caravaggio’s own paintings in considerable 
numbers as well as have had contacts with his followers. There 
is sufficient similarity in the details used by both artists to 
build up a plausible theory to this effect. In contrast, Pariset® 
and Vitale Bloch’ are inclined to discount any direct connec- 
tions and to believe that de La Tour assimilated his style by 
chance meetings with Caravaggio’s followers in the Nether- 
lands or perhaps from the seeing of an occasional luminist pic- 
ture; in fact, these two critics credit de La Tour with evolving 
his own luminism from his deeply religious and mystical pre- 
dilections, or even with absorbing it from the mannerist paint- 
ers of Lorraine, a remnant of whom were still in existence at 
the time. The latter assumptions seem unlikely, as there is evi- 
dent in the work of de La Tour too close a knowledge of and 
too subtle a technical similarity to the best in Caravaggio for 
no contact to have taken place. To have absorbed so much, 
even though he took what best suited his own very ascetic 
predisposition, de La Tour must have seen and understood 
Caravaggio’s paintings. 

Actually, however, de La Tour’s use of the luminist manner 
differed both in technique and spiritual content from Caravag- 
gio’s. The latter constantly achieved his results from light 


4S.M.M. Furness, Georges de La Tour of Lorraine, 1593-1652 (London, 1949), pp. 17-20. 


5 Charles Sterling, “Observations sur Georges de La Tour a propos d’un livre récent,” La Reoue 
des Arts, No. 3 (September, 1951), pp. 147-58. 


6 Francois-Georges Pariset, Georges de La Tour (Paris, 1948). 


7 Vitale Bloch, Georges de La Tour, Een beschouwing over zijn werk voorafgegaan door een cat- 
alogus van zijn oeuvre (Amsterdam, 1950). 


176 


: 
» 


THE BULLETIN OF THE CLEVELAND MUSEUM OF ART 


sources which originate outside the picture: sunlight slanting in 
windows; luminescence, either natural or artificial, coming 
through doors from afar, the illumination always suggested from 
without in order to give a dramatic impression either of the 
actual or the supernatural. De La Tour in turn, to gain his 
ends, depended solely upon the representation of artificial light 
within the framework of the picture, most often upon a candle 
held in a hand, a trick which stemmed from Honthorst and still 
earlier from El Greco. But in the case of de La Tour, this device 
was used purposely for its mystical power in heightening the 
religious significance of the picture, an effect he desired because 
of his attachment to the Counter Reformation. In the new 
Cleveland accession, there is a combination of both devices, 
lighting from within and, as is exceptional for de La Tour, from 
without. At the feet of the penitent Peter there is a lantern, the 
actual flame of which is shielded behind the mullion of the lamp, 
and at the left of the picture light streams in from without, 
probably from the fire before which Peter warms himself. In the 
last analysis, the use of night scenes such as this had its origin 
in the work of Leonardo and Correggio as well as in the paint- 
ing of the Venetians and such Lombards as Savoldo. The artists 
from both these districts were the precursors from whom both 
El Greco and Caravaggio derived the idea which was carried 
on by de La Tour. 

“The Repentant St. Peter” provides but another wonderful 
example of this style of painting, and by its date gives a clue 
to this great genius’s late style. Contemporary with Poussin and 
Claude, also of Lorraine yet very different in their approach, 
de La Tour adds to French painting distinction and lofty 
dignity. HENRY S. FRANCIS 


TITLE PAGE OF A REICHENAU MANUSCRIPT 


The Lake of Constance, or the Bodensee, the largest Alpine lake 
in Europe with the exception of the Lake ‘of Geneva, touches 
three countries: to the north Germany, to the south Switzer- 
land, and to the east Austria. In the small lower lake at its 
western end, the Untersee, two principal affluents unite to form 
the main stream of the Rhine. The Island of Reichenau is at 
this point, and its famous monastery, founded in the eighth 
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century, was a strategic center continually visited by pilgrims 
and wayfarers. 

From the ninth to the ideteenth centuries the monastery 
was especially well known; the great Saxon Emperor Otto III 
and his successor Henry II, among others, gave it their special 
aid. Its scriptorium was world-renowned, and the manuscripts 
which stemmed from it—a considerable number of which have 
been preserved—were features of the exhibitions of medieval 
art held in Berne, Munich, and Bamberg in 1949, 1950, and 
1951. Last year the Bamberg exhibition stressed only the works 
made for Emperor Henry II and Empress Kunigunde, which 
were at one time in their capital, the then imperial city of 
Bamberg. No less than seven manuscripts from Reichenau were 
shown, made largely during the rule of the learned Abbot 
Berno, who was appointed to his post there by Henry II in 1008. 

The name Berno appears in the dedication on the reverse side 
of an illuminated page’ in the J. H. Wade Collection, a recent 
purchase. It is the Berno mentioned above, abbot of the mon- 
astery of Reichenau from 1008 to 1048. He was a writer of note 
on musical theory, and this page is the title page of his famous 
“Tonarius.” Not only is the new acquisition a product of the 
Reichenau School, but it bears within itself precise evidence of 
when and why it was made; even the date can be proven within 
a short span of years. Otto Homburger’ published the Cleveland 
piece when it was first shown publicly in the Berne exhibition of 
1949. This author notes, also, the survival of at least ten 
examples of the full “Tonarius” manuscript, but in none of 
them are there illuminations; only the detached Cleveland leaf 
shows this exceptional feature. The reason for this is as follows: 
the “D” enclosing the smaller letters “NO” with a horizontal 
cross stroke, indicating an abbreviation, is the initial of a 
dedication which begins thus, pjomi]No pD[EJoq[vE] DILECTO 
ARCHIPRESVLI PILIGRIMO.... The page is, therefore, without 
question the dedicatory one made for the volume given by 
Berno to his superior, Archbishop Pilgrim of Cologne, and it 
was for this reason that it was illuminated. Archbishop Pil- 


1 No. 52.88. Height 8134”; width 614”. Ex Colls.: Mario Uzielli, Liestal, Switzerland (Kunst des 
Sriihen Mittelalters. Berner Kunstmuseum, 1949, No. 121.) Illustrated on p. 179. 


2 Otto Homburger, “Die Widmungsseite von Bernos ‘Tonarius’—ein unbekanntes Einzelblatt 
des Liuthargruppe,” Form und Inhalt, Festchrift fiir Otto Schmitt (Stuttgart, 1950), p. 43, ill. p. 
45. 
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German, School of Reichenau, c. 1020-1030 


Purchase from the J. H. Wade Fund, 1952 
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Carlo Crivelli, Italian, 1430-5—1495 
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grim ruled this see between A.D. 1021 and 1036. Thus, the 
date and the provenance are securely set, and Berno naturally 
employed a monk from the scriptorium of his monastery to 
illuminate his work. The date, therefore, of the new accession 
is practically the same as that of Cleveland’s greatest treasure, 
the Gertrudis altar and the two Gertrudis crosses from the 
Guelph Treasure, given to the Cathedral of Brunswick by the 
Countess Gertrudis about A.D. 1038; the manuscript page will 
eventually be shown in association with these Guelph pieces. 

The new Cleveland page does not have any figural represen- 
tation, only the letters of the dedication. The monogram is 
placed on a purple ground within a border of green acanthus 
leaves, with ball-like motifs in rose-purple; this border is framed 
on both sides by a gold band outlined in orange-red. This same 
band is used, also, for the monogram and its interlacements, and 
where the letters widen, the filling is of the same orange-red 
color. The ““D” encloses a background of pale green, and in the 
center of the letter “O,” there is a dark gray-violet. Homburger 
compares the acanthus border with that in the Wolfenbittel 
Evangel; in both, the interlacements of the initial break and 
intertwine with the border, the style of interlacing and the 
motifs used being identical and the color scheme, the same. 

This page has been further identified as forming part of the 
library of Abbot Johannes Trithemius of Sponheim, 1462-1516, 
and apparently was later in the possession of the famous 
Schénborn family. 

Reichenau’ was antedated in its importance as a manuscript 
center by the convent of St. Gall, south of the Bodensee and 
not far from Reichenau. St. Gall’s greatest moment was under 
the Carolingians, and what this convent meant to that age in 
the art of illumination, Reichenau meant to the succeeding 
Ottoman period. The latter is the period which extends from 
the reign of Otto I in A.D. 936 up to the death of Henry II in 
1024. The manuscripts of St. Gall had had a marked impress 
from Irish monks, and the cultural and artistic influence of 
Celtic ornament and interlacing became an important element 
in her art productions. That element was carried over to 
Reichenau as is exemplified in the new accession. 

WILLIAM M. MILLIKEN 


3 Georg Swarzenski, “Reichenauer Malerei und Ornamentik im Ubergang von der karolingischen 
zur ottonischen Zeit,” Repertorium fiir Kunstwissenschaft (Berlin, 1903), Vol. 26, p. 389. 
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“MASS OF ST. GREGORY” BY HANS BALDUNG GRIEN 


In the early years of the sixteenth century, Diirer in Nuremberg 
and Griinewald in Colmar were the chief forces in German 
painting, and closely aligned with Diirer was one of his most 
vigorous associates, Hans Baldung Grien. 

Diirer, when he first visited Venice around 1497, came in 
contact with Giovanni Bellini, from whom he not only learned 
valuable technical information concerning painting, but 
through whom he became aware of the changing visual aspect 
—the Italian Renaissance style. Between the date of Diirer’s 
first visit and a later one to Italy in 1506, this knowledge 
definitely appears as an influence in his art. Other German 
painters likewise experienced this same change of viewpoint. 
But, unlike their Flemish contemporaries, the German painters 
merely superimposed this newer visual concept upon the basic 
Germanic style which, with its realistic medieval elements and 
its rugged and angular appearance, was ingrained in and 
traditional to their natures, and they never abandoned it. 
Whether from the point of view of composition, subject matter, 
or more especially drawing and color, their painting remained 
unmistakably Germanic throughout the sixteenth century. 

Though there is scanty record of Baldung’s life, we know 
that he was born in the little village of Weyersheim near 
Strassburg and that he was the son of a lawyer. Being only a 
few years younger than Diirer, he was the latter’s contempo- 
rary, and his assistant during the years 1504-1507. Shortly 
after that time Baldung became a citizen of Strassburg, and in 
1512 he received the commission to paint the high altar of the 
Cathedral in Freiburg, where he went to live after that, remain- 
ing until 1516. Thereafter he returned to Strassburg, where he 
spent the rest of his life until he died in 1545. 

To Diirer belongs the credit for the initial stylistic influence 
in Baldung’s work, particularly noticeable in the latter’s 
method of drawing and his use of chalks and crayon, as well as 
in his handling of color in painting—bright areas of red and 
green and rich blues and gold. Added to these characteristics 
were bold effects of lighting and intensities of emotional 
expression traceable to the work of Matthias Grinewald. 
Coupled with Baldung’s own fanciful, vigorous style and his 
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often earthy mixture of folklore and religious theme, this 
dramatic element gave his paintings and his prints as well a 
distinctly personal quality. 

A fair-sized corpus of Baldung’s paintings exists, Curjel' 
listing seventy. Baldung did a few engravings, and of his wood- 
cuts, mostly signed by his monogram, Geisberg’ lists some 
eighty-five. Some of the latter were for book illustrations; others 
were made as separate works. Baldung designed stained glass 
besides, and there is a considerable number of powerful draw- 
ings, all these various forms being highly individual in their 
bold and vigorous execution. 

An important panel by Baldung of the “Mass of St. Greg- 
ory,’® here reproduced, comes to the Museum as a purchase 
through a gift of Hanna Fund. Reposing for over a hundred 
years in a private collection, unrecognized, it had until recently 
escaped recording by scholars of German painting. Its com- 
paratively large size, unusually perfect state of preservation, 
brilliant color, and incisive drawing and design make it not only 
an autographic example of Baldung’s painting but one of 
singular significance in the whole list of his works. Friedlander,‘ 
Buchner,’ and Koch’ all consider the panel to be an important 
early work. Buchner asserts that after comparing, on the one 
hand, the stylistic relationship of this panel with others dated 
1510, such as the “Nativity” in Basel and the “Adoration of 
the Magi” at Dessau, and on the other hand with works painted 
in Freiburg such as the “Madonna” and “Lamentation” of 
1513 at Innsbruck, the panel of the “Trinity” in Basel—in 
which a very similar Christ-type is evident—and the drawing 
of a bishop of 1515 in Paris, he is inclined to date the Cleveland 
picture as 1512-1513. 

Certainly, in the new Cleveland accession there are further 
stylistic details which are akin to those of the Freiburg altar 
itself (1512-1515). One such item is the figure of the cardinal at 
the left of the Cleveland picture, which, when compared with 


1 Hans Curjel, Hans Baldung Grien (Minchen, 1923), p. 148. 


2 Bilder-Katalog zu Max Geisberg: Der Deutsche Einblatt-Holzschnitt, ed. Hugo Schmidt 
(Miinchen, 1930), p. 29. 


3 No. 52.112. Oil on panel. Height 3534”; width 49%”. 

4 Expertise by Max J. Friedlander, Amsterdam, dated April 18, 1951, in the Museum files. 
5 Expertise by Ernst Buchner, Miinchen-Pasing, dated April 14, 1951, in the Museum files. 
6 Expertise by Carl Koch, Berlin, dated April 13, 1951, in the Museum files. 
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that of the St. Jerome’ in the right wing of the altar, is found 
to be almost identical in feature, pose, costume, and drapery; 
the same holds true for the tonsured figure at the right of the 
Cleveland panel behind the portrait of the Maltese knight with 
the white cross when it is compared with the St. Lawrence’ in 
the Freiburg altar wing. Also, the portrait of the Maltese 
knight, unquestionably the donor of the picture, bears a 
resemblance to such early portraits as that of Count von 
Léwenstein*® in Berlin, dated 1513; and between the young 
acolyte at the left of the Cleveland panel and the St. John® on 
Patmos in the Schnewlin altar in the Freiburg Cathedral there 
are striking technical similarities of drawing and painting. All 
these agreements in style and technique substantiate the likeli- 
hood of Buchner’s dating. 

The unusual composition is typical of Baldung’s work, and 
is effective. At the left, the bright red of the cardinal’s vest- 
ment, contrasted with the white of the acolyte’s surplice; the 
red, blue, and gold vestments of St. Gregory and his officiates 
on either hand; and the pink watered silk of the figure at the 
right, contrasted with the black tunic of the Maltese knight, 
give a vivid richness to the whole. The intensity of the scene, 
especially in the face of the apparition of Christ, recalls 
Griinewald. 

The subject of the “Mass of St. Gregory” is one peculiarly 
appealing to German artists of this period. Numerous versions 
by other artists of Germany, both painters and print-makers, 
exist. The Museum painting is reminiscent of Direr’s woodcut 
of 1511 (B. 123, M. 226) of the same subject and varies from 
it only in that the scene is horizontal and seen close at hand. 
The legend itself of St. Gregory the Great goes that on a par- 
ticular occasion while he was officiating at the Mass, one 
standing near him doubted the Presence; whereupon, as the 
saint prayed, the crucified Christ, crowned with thorns, 
appeared upon the altar surrounded with the symbols of the 
Passion, as here depicted by Baldung: the nails, the money, the 
dice, the spear, the sponge with vinegar, the flail, and the cock 
crowing upon a column. 


7 Cf. Hans Curjel, op. cit., Pl. 33. 
8 Ibid., Pl. 20. 
9 Ibid., Pls. 24, 25. 
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The panel, an important addition to the other examples of 
German painting already in the collection, represents the 
principal style of early sixteenth-century German painting. 

HENRY S. FRANCIS 


“ST. NICHOLAS” BY CARLO CRIVELLI 


Also a purchase of the Museum through gift of Hanna Fund is a 
panel’ by Carlo Crivelli (active 1457-1495). It represents St. 
Nicholas, one of four or more saints painted on separate panels 
that were used to make up an ancona, an elaborate, assembled 
altarpiece. Native to northeastern Italy, the ancona was 
usually composed of such smaller sections surrounding a central 
piece with a representation of the enthroned Madonna and 
Child. The fine preservation of the “St. Nicholas” makes it an 
admirable example; rich in color and textures, sharp in delinea- 
tion and contour, it is decidedly characteristic of Crivelli’s 
early style. The panel shows the saint dressed in his vestments 
as a bishop and carrying the crozier of office and a book with 
three golden balls; the latter is the attribute of the saint derived 
from his legend. The cope which he wears, with its rich color 
range in gray-blues and greens, reproduces an Italian early 
fifteenth-century polychrome velvet similar to that of the 
chasuble discussed elsewhere in this Budletin. 

Relatively little is recorded about Crivelli’s life and what is 
known is largely based upon his numerous signed works, his 
earliest extant picture, the Verona “Madonna,” suggesting that 
he trained under the Venetian, Giambono (active 1420-1462), 
who was in turn a follower of Jacobello, and that he was in- 
fluenced in the International Style by Gentile da Fabriano and 
Pisanello. Close to a picture of Giambono’s by reason of similar- 
ities of subject detail, the Verona ‘““Madonna”’ is related, also, 
through its unusual iconography,” to Paduan sources. 

Condemned to prison as a young man by the courts of Venice 
for misdemeanor, Crivelli had left the city by 1468, never to 
return, though he continued thereafter to sign his pictures 
1No. 52.111. Tempera on panel, tooled gold ground. Height 38 54”; width 13”. Ex Colls.: Car- 

dinal Fesch, Palazzo Falconieri, Rome (Lot 1782, Fesch Sale, 1845); Reverend Walter Daven- 


port-Bromley, London (Lot 69, Christie Sale, 1863); Baroness Kerbreck, Paris. Illustrated on 
p- 182. 


2 See Raimond Van Marle, The Development of the Italian Schools of Painting (The Hague, 1936), 
Vol. XVIII, p. 3, Fig. 1; Franz Drey, Carlo Crivelli und seine Schule (Miinchen, 1927), Plate II. 
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“Carolus Crivellus Venetus.” Living elsewhere, he escaped the 
progressive changes which continued to take place in Venice 
under the influence of the Bellinis and, in consequence, de- 
veloped to a degree of perfection hitherto unattained what 
amounted to a mid-century style in Venetian painting outside 
the Veneto. It was a sort of archaistic Byzantine manner, with 
a quality peculiarly Crivelli’s own, which is well shown in the 
“St. Nicholas.” Berenson projects the theory that this style 
came from contact with some Catalan follower of Roger Van 
der Weyden. The distribution of Crivelli’s dated pictures covers 
the years 1468 to 1493. From 1476 to 1487-1490, he worked 
principally in the region of Ascoli in the March of Ancona; in 
1488, in Camerino and also Fermo; and in 1490 he was knighted 
by Ferdinand I, of Naples. 

The new Museum accession was in the possession of Cardinal 
Fesch in Rome prior to 1845, when the sale of his effects took 
place. It is related to three other panels: a “St. George” and a 
“St. Dominic,” both now in the Metropolitan Museum,’ New 
York, and a “St. James,” now in the Brooklyn Museum.‘ Since 
all four of these panels were owned by Cardinal Fesch and were 
separated only after the Bromley Sale in London in 1863, the 
four saints most probably belong together. 

Lionello Venturi associates the two Metropolitan panels with 
the Madonna,’ signed and dated 1472, in the Erickson Collec- 
tion, and certainly if the panels are related to this Madonna, as 
is stylistically plausible, they are comparatively early pictures 
by Crivelli’s hand. Drey places the Metropolitan panels around 
1486.° 

Berenson’ dates the “St. James” around 1473. Van Marle® 
dates it around 1477; further, he praises it extravagantly, while 
he calls the “St. Dominic” and the “St. George” poor works ot 
the master. He makes no mention of the “‘St. Nicholas,” since 
it had disappeared temporarily into a private collection. But 
Wehle? in the Metropolitan Museum Catalogue, referring to the 
8 Harry B. Wehle, 4 Catalogue of Italian, Spanish and Byzantine Painting (The Metropolitan 

Museum, New York, 1940), pp. 178-9; Franz Drey, op. cit., Pl. LXI. 
4 Franz Drey, op. cit., Pl. XX XIII. 
5 Ibid., Pl. XXI. 
Ibid., p. 73. 
7 Bernard Berenson, Venetian Painting in America: the Fifteenth Century (New York, 1916), p.22. 


8 Van Marle, op. cit., p. 26. 
9 Harry B. Wehle, op. cit., pp. 178-9. 
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Cleveland panel, says, “a St. Nicholas, now lost, similar in size 
to the three other saints and formerly with them in the Fesch 
and Davenport-Bromley collections, must also have belonged 
to the same polyptych, one of Crivelli’s comparatively early 
works.” In any case, the Paduanesque character of these panels 
makes them seem early. HENRY S. FRANCIS 


A HALF CHASUBLE WITH BOHEMIAN EMBROIDERY 


The Museum is very fortunate in recently acquiring, from the 
Thyssen-Bornemisza Collection, the back portion of a very 
beautiful medieval chasuble’ which originally came from a 
church in Graz, Austria. The fabric of which this vestment is 
made is an Italian polychrome velvet of the early fifteenth 
century. Its pattern consists of large serrated leaves on graceful 
undulating stems in red cut pile on a satin ground. Occurring at 
intervals on the main pattern are various small pomegranate 
and thistle-like motifs in green and white pile. 

The importance of this chasuble, however, is in the magnifi- 
cent embroidered orphreys which are applied to the velvet in 
the shape of a cross. The design, embroidered on a linen ground, 
is executed entirely in colored silks, worked in split stitch, and in 
couched gold. On the gold ground are five niches representing 
Gothic canopies worked in delicate gradations of blue, green, 
yellow, and tan, and within each is contained a nimbed figure. 
At the top are the Madonna and Child; in the center is St. 
Ursula with the arrow and mantle; and below is Mary Magda- 
lene with her ointment box and palm frond. St. Catherine, with 
the wheel and sword, appears at the left, and the figure at the 
right with the basket of flowers evidently represents St. 
Dorothy. Their robes in soft shades of tan, blue, yellow, and 
green fall in graceful folds and are outlined with gold, as are the 
halos and crowns. It is interesting to note the individuality of 
the figures, especially evident in the facial expressions, as well 
as the variety of architectural details. It is this possibility of 
unlimited variation of the design that is perhaps one of the 
most delightful aspects of the medium of embroidery. 

Certain characteristics in the design give good indication that 


INo. 50.85. Height 47”; width 2914”. Purchase from the J. H. Wade Fund. Catalogue of the 
Thyssen-Bornemisza Collection, P\. 83. Illustrated on inside back cover. 
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the provenance of this embroidery is Bohemia and that the 
work is of the early fifteenth century, when the arts of that 
country flourished under the reign of Wenceslaus IV prior to 
the Hussite Wars, 1415-1436. The three-lobed floral-like forms 
on the crowns, the full graceful drapery of the robes, and the 
high broad foreheads, with the hair parted in the center and 
drawn away from the face as if in folds, are typical of the style 
of the region of Bohemia, Austria, and Southern Germany, and 
occur especially on the Bohemian embroideries during that 
period.” The fine drawing and execution of this work together 
with the subtle use of color exemplify perfectly the delicacy and 


lightness which are so characteristic of the art of this region. 


EVELYN SVEC 


MEMBERSHIP REPORT 


Since the last report published in the Bulletin for June, 1952, 
the following names have been added to the Membership lists: 
TRANSFER FROM ANNUAL TO SUSTAINING 


Ainsworth, Mrs. Richard B. 
Ancker, Mrs. D. Harrington 
Barber, Mrs. Willis T. 
Bohannon, Mrs. Benton 
Brooks, Mrs. Ernest R., Sr. 
Campbell, Mrs. Leland E. 
Cernigos, Stephanie 
Collister, Mrs. Louis J. 
Cullen, Mrs. John W., Jr. 
Daniels, Mrs. Glenn L. 
Davis, Mrs. Wilbur D. 
Dunn, Joseph J. 
Eccles, Mrs. Henry H. 
Feld, Leopold 
Fenton, Mrs. Vernon L. 
Finlayson, Mrs. Alan D. 
Flower, Major Frank A. 
Goldsmith, Mrs. Darwin H. 
Graziotti, Ugo A. 
Grund, Mrs. David L. 
Hackman, Reverend 

Paul W. 
Hadden, Mrs. Alex H. 
Hall, Mrs. Sydney L. 
Handloser, B. F. 


Marks, Mrs. Stanley G. 


ANNUAL 
Himmelein, Mrs. James 
Hodge, James C. 
Hoffman, Mrs. George E. 
Hruby, Mrs. Frank, Jr. 
Hugh, Mrs. Kenneth M. 
Hummel, Mrs. Paul 
Immel, Mrs. Thomas W. 
Ireland, Mrs. Thurman 
Kahn, Robert J. 

Keeler, Dr. Keith C. 
Kempsmith, Ralph W. 
Keyes, William F. 
Kinney, Mrs. Charles E. 
Koehl, Mrs. Marjorie H. 
Krebs, Mrs. Gerhard 
Lafferty, Mrs. J. J. 
Landy, Mrs. Max 
Langman, Mrs. Albert 
Leeb, Mrs. M. H. 
Lipps, Mrs. Mabel 
Littell, Mrs. A. S. 

Lobe, Dr. Sidney 
Marquardt, Mrs. Clifford A. 
Mink, Mrs. Arthur D. 
Morell, Mrs. Clarence J. 
Nelson, Mrs. June 


Norberg, Mrs. Helen 
Mrs. Elizabeth 


Perkins, Mrs. Edwin R., III 
Peters, Leo R. 

Piehl, Mrs. Barbara Kane 
Polot, Mrs. William L. 
Prince, Olga 

Quint, Susan L. 
Rasmussen, Mrs. Belle Hope 
Roberts, Mrs. Arthur B. 
Rose, Mrs. Dolores 

Schulz, Mrs. Grace 

Shupp, Mrs. Florence M. 
Siegel, Mrs. Samuel B. 
Swanciger, S. G. 

Thorp, Mrs. John D. 
Towell, Mrs. Paul J. 
Wakefield, Nancy 

Walters, Mrs. Theodore W. 
Watson, Mrs. Robert B. 
Weiner, Mrs. Leon J. 
White, Margaret B. 
Wittke, Mrs. Carl F. 
Zalud, Mrs. Lawrence F. 


Total Membership, 4,540. 


2 See, for example, Die Kunst in der Slowakei, ed. Karel Sourek (Prague, 1939), Figs. 630, 657-59; 
Zoroslava Drobna, La Riqueza del bordado eclesiastico en Checoslovaquia (Prague, 1949), No. 30; 
and Adele Coulin Weibel, “A Late Medieval Chasuble Cross,” The Art Quarterly, Vol. 1X 


(1946), p. 144. 
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HALF CHASUBLE 
Embroidery, Bohemian; Velvet, Italian 
Early XV Century 
Purchase from the J. H. Wade Fund, 1950 
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ACTIVITIES FOR YOUNG PEOPLE 


Classes for Members’ Children 
SATURDAY MORNINGS BEGINNING OCTOBER 4 


Instruction in drawing, painting, modeling, and art appreciation, in Museum 
studios and galleries. Aim: cultural development and enjoyment for all; 
fundamentals for the few prospective artists. Classes are divided according to 
age levels from six to sixteen, and meet from 9.30-12.00 m. All classes are 
limited in size; children are registered in order of application. Since registra- 
tion starts in May, several classes are already filled for the Fall semester. 
Parents may attend a lecture at the same time. (See Courses for Members.) 


Registration in classes is limited to ten-dollar or higher memberships. There 
is a two-dollar laboratory fee for the semester, October through January. Call 
Educational Department for further information, GArfield 1-7340. 


Free Classes for Non-Members’ Children 


Open to all children over six years. Meets Saturday mornings from 9.30- 
12.00 m., throughout the year, including summers. For information apply to 
the Educational Department. 


Special Advanced Classes 


A limited number of talented children are admitted free to Saturday morning 
advanced classes in art, regardless of membership in the Museum. 


Free Entertainments 


On Saturday afternoons at 1.30 p.m., beginning October 4, entertainments for 
young people will be presented in the auditorium. These programs will consist 
of films, music, plays, marionette shows, and illustrated talks. Children under 
six not admitted; adults not admitted until 1.30 p.m., and only if seats are 
available. For a monthly calendar of these events, apply to the Educational 
Department. 


Published monthly, excepting July and August, by The Cleveland Museum of Art, in Wade 
Park, University Center Station, Cleveland, Ohio. Subscription included in membership fee, 
otherwise $2.00 per year. Single copies, 25 cents. Copyright, 1952, by The Cleveland Museum of 

. Entered as second class matter March 6, 1930, at the Post Office at Cleveland, Ohio, under 
the Act of August 24, 1912. 
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THIRTY-NINTH YEAR SEPTEMBER, 1952 NUMBER SEVEN: PART TWO 


FRIDAY EVENING PROGRAMS’ 


MUSEUM AUDITORIUM FREE TO THE PUBLIC 


October 


*October 


October 


October 


October 


Lectures, Music, Films? 
(Starred events at 8.00 p.m., others at 8.15 p.m.) 


3- DANCE PROGRAM, by Mara. Excerpts from her Cambo- 
dian Ballet. 


10. ORPHEUS, a French film by Jean Cocteau. English sub- 
titles. 


17, ANTONIO AND FRANCESCO GUARDI, a lecture by 
Antonio Morassi, Milan, Italy. 


24. CONTEMPORARY ENGLISH PAINTING AND SCULP- 
TURE, a lecture by Eric Newton, Art Critic, The London 
Times. 


31. PIANO RECITAL, by Arthur Loesser. 


November 7. FRENCH LIFE AND FRENCH INTERIORS FROM 


THE FIFTEENTH TO THE EIGHTEENTH CENTURY, 
a lecture by Jacques Du Pont, Paris. 


November 14. KANDINSKY AND HIS ROLE IN THE EVOLUTION 


OF NON-OBJECTIVE PAINTING, a lecture by Hilla 
Rebay, Director Emeritus, Museum of Non-Objective 
Painting, New York. 


November 21. ONE HUNDRED YEARS OF AMERICAN INDIAN 


FASHIONS, a demonstration with comments by Frederic 
H. Douglas, The Denver Art Museum. Members of the 
Junior Council of The Cleveland Museum of Art will model 
the costumes. 


November 28. DUO RECITAL, by Ernst Wallfisch, violist; Lory Wallfisch, 


pianist. 


1 All events subject to change. See newspapers and monthly Museum Bulletins. Members 
receive first choice of seats at all Friday evening programs, before public is admitted. 


2 An additional showing of each film will be given at 2.00 p.m. 
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*December 5. ART FILMS: The Photographer (Weston), Degas Ballet, 


Music and Architecture, Toulouse-Lautrec, Buma (African 
sculpture). 


*December 12. EGYPT’S PAGEANT OF THE NILE, a lecture with color 


films by Deane Dickason. 


December 19. PROGRAM OF FOLK SONGS, by John Jacob Niles, 


Lexington, Kentucky. 


*January 9. PASSION FOR LIFE, a French film. English subtitles. 
January 16. PIANO RECITAL, by Emil Danenberg, Oberlin Conserva- 
tory of Music. 
January 23. DECORATIVE FABRICS FOR 1953, a lecture by Dorothy 
Liebes, New York. 
January 30. THE ART OF ROUAULT, a lecture by Robert Goldwater, 
Editor, Magazine of Art, New York. 
= 
SUNDAY AFTERNOON PROGRAMS 
FREE TO THE PUBLIC 
Auditorium Lectures and Other Programs 
(Starred events at 3.00 p.m.; others at 3.45 p.m.) 
October 5. DANCE PROGRAM, by Mara. Excerpts from her Cambo- 
dian Ballet. 
*October 12. THE EMPEROR’S NIGHTINGALE, a Czechoslovakian 
puppet film in color. 
October 19. WITH A COLOR CAMERA IN WESTERN EUROPE, a 
lecture by Paul B. Travis, The Cleveland Institute of Art. 
October 26.A SURVEY OF THE COSTUME OF THE ITALIAN 


RENAISSANCE, a lecture by Stella Mary Pearce, London, 
England. 


November 2. READINGS FROM CONTEMPORARY POETS: (1) T. S. 


ELIOT, by Harlan Hamilton, Western Reserve University. 


November 9. KANDINSKY IN RELATION TO CONTEMPORARY, 


ABSTRACT, AND NON-OBJECTIVE PAINTERS, a 
lecture by Thomas Munro, The Cleveland Museum of Art. 
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*November 16. ART FILMS: Art of Japan, Architecture West, Maps We 
Live By, Medieval Architecture. 


November 23. A TOURIST RETURNS TO MEXICO, a lecture by Viola 
S. Wike. 


*November 30. FORMOSA, a Chinese film. English subtitles. 


December 7. HOW STAGE DESIGN LEARNS FROM PAINTING, a 
lecture by Ramon J. Elias, Publicity Director, The Play 
House, 


December 14. 3.00 p.m. SUGGESTIONS FOR CHRISTMAS DECORA- 


, TIONS. Sponsored by The Garden Center of 
| Greater Cleveland. 
| 5.15 p.m. COMMUNITY CHRISTMAS CAROLS (Choirs 


to be announced). Sponsored by the Junior Council 
of the Museum and The Cleveland News. 


December 21. CLIMBING MOUNT McKINLEY, a lecture by Henry S. 
Francis, Jr. Sponsored by The Garden Center of Greater 
Cleveland. 


*January 4. THE SEVENTH VEIL, an English film with James Mason. 


January 11. READINGS FROM CONTEMPORARY POETS: (2) W. 
H. AUDEN, STEPHEN SPENDER, C. DAY LEWIS, by 
Warren Taylor, Oberlin College. 


January 18. PAUL KLEE AND THE ART OF CHILDREN, a lecture 
by Bernard M. Weiner. 


*January 26. oe IN PARIS, a French film with Raimu. English 
subtitles. 


Gallery Talks 


Sundays, beginning October 5, there will be a talk in one of the Museum 
galleries at 3.00 p.m., on a subject to be announced. 


TREASURES IN OUR PERMANENT COLLECTIONS, by Margaret F. 
| Marcus. A series open to the public. Sundays, 4.00 p.m., November 2 through 
December 7. 


Radio-Phonograph Programs 
Sundays, from 2.00 to 5.00 p.m., in the Class Room, beginning October 5. 
Broadcasts and recordings. George A. Kleinfeld. 
Informal Organ Recitals on McMyler Organ 


By Wa ter Biopcetr, Curator, Department of Musical Arts. A half-hour of 
organ music will be given Sundays at 5.15 p.m., beginning October 5. 


197 


i 


WEDNESDAY EVENING PROGRAMS 


FREE TO THE PUBLIC 


September 10, 17, and 24. FASHIONS IN LIVING, led by Gertrude S. 
Hornung, with guest speakers. A series of three talks with 
discussion on interior decoration, each given at 10.30 a.m. 
and repeated at 8.15 p.m. 


The following programs are given at 8.15 pm: 


October 1. ENGLISH GARDENS, a lecture by Alice Chauncey, Lon- 


don, England. Sponsored by The Garden Center of Greater 
Cleveland. 


October 15. CURATOR’S ORGAN RECITAL. 


October 29. PROGRAM OF MUSIC, by The Fortnightly Musical Club 
of Cleveland. 


November 12. CURATOR’S ORGAN RECITAL. 
November 19. PRESENT-DAY TRENDS IN ENGLISH GARDENS, a 


lecture by Joan Parry, Stoke Poges, England. Sponsored by 
The Garden Center of Greater Cleveland. 


December 10. PROGRAM, by The Cleveland Women’s Orchestra, Hyman 
Schandler, Conductor. In the Armor Court. 


January 14. CURATOR’S ORGAN RECITAL. 


COURSES FOR MEMBERS 


Information and registration at the Educational Department, GArfield 
1-7340. (Registration in classes is limited to ten-dollar or higher member- 
ships.) A minimum of ten registrations required for each course. 


FLOWER ARRANGEMENT, by Margaret F. Marcus. Wednesdays, 2.00- 
3-30 p.m., beginning September 17. Flower arrangements with some discussion 
on planning the garden for suitable plant material. Six meetings. 


ANALYSIS OF FORM IN THE ARTS, by Thomas Munro. Tuesdays, 
4-15-6.00 p.m., beginning September 23. How complex forms are built up in 
the visual arts, literature, and music. Methods and practice in learning to 
perceive and appreciate the arts of various periods, including the present. 
(Credit at Western Reserve University Graduate School.) 


STUDIO DRAWING AND PAINTING, by Price A. Chamberlin, Wednes- 
days, 7.30-9.00 p.m., beginning October 1. Emphasis on color, drawing, and 
painting. A study of many techniques as found in the Museum collections. 
Various media used. An opportunity also of applying decoration to objects for 
home use. (Studio fee of $5.00.) 
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DRAWING AND PAINTING FOR AMATEURS, by Bernard M. Weiner. 
Wednesdays, 7.30-9.00 p.m., beginning October 1. (Studio fee of $5.00.) 


EXPERIMENTAL CLASS IN ABSTRACT AND NON-OBJECTIVE 
PAINTING AND SCULPTURE, by Leroy Flint. Wednesdays, 4.00-6.00 
p-m., beginning October 1. Analysis of Kandinsky and other European and 
American modernists. Opportunity to experiment with mobiles, abstract 
sculpture, and painting. Part of each class devoted to studio work and part 


to discussion; a student may attend either or both. Eight meetings. (Studio 
fee of $5.00.) 


*ELEMENTARY KODACHROME PHOTOGRAPHY, by Richard God- 
frey with guest speakers. Wednesdays, 7.30-9.00 p.m., beginning October 1. 


(Holden Course.) In co-operation with The Garden Center of Greater 
Cleveland. Six meetings. 


CERAMICS AND CLAY MODELING: APPRECIATION AND PRAC- 
TICE, by Frank Woodworth Rood. Wednesdays, 7.30-9.00 p.m., beginning 
October 1. (Studio fee of $5.00.) 


SATURDAY AFTERNOON SKETCH CLASS FOR AMATEURS, by 


Price A. Chamberlin. Saturdays, 2.00-3.30 p.m., beginning October 4. (Studio 
fee of $5.00.) 


UNDERSTANDING NETHERLANDS AND GERMAN ART, by 


Marguerite Munger. Saturdays, 10.00-11.30 a.m., beginning October 11. 
Illustrated talks and visits to special exhibits. 


GOOD TASTE IN HOME INTERIORS, by Victoria Ball, Western Reserve 
University. Wednesdays, 8.15-9.30 p.m., beginning October 15. A series of 
talks with illustrations and discussion on how your museum can help in 
planning and designing home interiors for practical value and visual beauty. 


Relations between pictures, furniture, accessories, and room architecture. 
Four meetings. 


UNDERSTANDING KANDINSKY, by Gertrude S. Hornung. Tuesdays, 
11.00-12.00 m., beginning November 11. Demonstration and lecture in gallery 
of Kandinsky Exhibition. (Demonstration by Jetta Hansen.) Four meetings. 


THE COLLECTING AND CARE OF HOUSE PLANTS, by Margaret F. 
Marcus. Wednesdays, 2.00-3.30 p.m., beginning November 26. Six meetings. 


Special Services for Groups In and Out of the Museum 


Talks on art subjects given in the Museum or outside. Guidance for clubs, 
conventions, or other group visits to the Museum. Apply to Marguerite 


Munger, Supervisor of Club Activities, or to the Educational Department, 
GArfield 1-7340. 


*Free to Museum members. Open to Garden Club or Garden Center members on payment of 


$5.00. 
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OFFICERS, TRUSTEES, AND COMMITTEES 


OFFICERS 
TERRY CLARK 
LEONARD COLTON HANNA, JR. 
EDWARD BELDEN GREENE 
Lewis BLAIR WILLIAMS 


President 
Vice Presidents 


Treasurer SEVERANCE A. MILLIKIN 
Assistant Treasurer WALTER A. CROLEY 
Secretary WILLIAM MATHEWSON MILLIKEN 


Assistant Secretary G. GARRETSON WADE 


BOARD OF TRUSTEES 
Harotp T, CLark SEVERANCE A, MILLIKIN 
M. Coe LAURENCE H. Norton 
EDWARD B. GREENE Mrs. R. HENRY NORWEB 
LEONARD C. HANNA, JR. G. GARRETSON WADE 
Mrs. ALBERTS. INGALLS Lewis B. WILLIAMS 


EXECUTIVE COMMITTEE 
The President and First Vice President, ex offciis 
EpWARD B. GREENE SEVERANCE A, MILLIKIN 
G. GARRETSON WADE 


FINANCE COMMITTEE 
Lewis B. Chairman 
Harotp T. CLARK, ex officio 
EDWARD B. GREENE _ SEVERANCE A. MILLIKIN 
LEONARD C, HANNA, JR. LAURENCE H. NorTON 


ACCESSIONS COMMITTEE 


The President and the Director, ex officiis 
Racpu M. C Leonarp C. HANNA, JR. 


. CoE 
Epwarp B, GREENE Lewis B. WILLIAMS 


ADVISORY COUNCIL 


The President of Western Reserve University 
OHN S. MILLIS 


The President of Case Institute of Technology 
T. Ke1ItH GLENNAN 


Mrs. H. W. CANNON Mrs. T. P. HOWELL 
Henry Hunt CLarkK HELEN HUMPHREYS 
Jacos D. Cox, Jr. Davin S. INGALLS 
NATHAN L. DauBy Mrs. H. H. JoHNSON 
ARNOLD Davis H. KENDALL KELLEY 
Mrs. Howarp P. EELLS HERBERT F, LEIsy 
Brooks EMENY WINFRED G. LEUTNER 
Mrs. JAMES A. Forp A. M. Luntz 
FINLEY M. K. Foster Mrs. WILLIAMG. MATHER 
CHARLES B.GLEASON Mrs.MALCOLM L, McBRIDE 
Mrs.THomAS S.GRASSELLI Mrs.MATTHIAS PLUM 
Mrs. E. B. GREENE Mrs. GILBERT P. SCHAFER 
GEORGE GUND LAURENCE SCHMECKEBIER 
Mrs. Howarp M, HANNA FRANK E, TAPLIN 
ROBERT HELLER Mrs. HERMAN L. VAIL 
GUERDON S. HOLDEN HELEN B. WARNER 
Mrs, Joun H. Horp ROBERT A. WEAVER 
S. D. WisE 


THE STAFF OF THE MUSEUM 
ADMINISTRATIVE 


Director WILLIAM MATHEWSON MILLIKEN 
Secretary to the Director LouisE G. SCHROEDER 
Editorial Assistant Sirvia A. WUNDERLICH 


Comptroller WALTER A, CROLEY 
Cashier ALBERT J. GROSSMAN 
Registrar LILLIAN M, KERN 


Membership Secretary, Emeritus I. T. FRaRY 


In Charge of Membership 
Assistant in Publicity ELizABETH COLE 
In Charge of Printing Shop Epmunp H. Lutz 
In Charge of Photograph Shop RicHARD GODFREY 
Superintendent of Buildings JoHn W. McCase 

Assistant Superintendent JosePH J. KRAYNAK 

Office Manager Gorpon E, Roos 


Ep1tH Burrous 


CURATORIAL AND EDUCATIONAL 


Curator of Decorative Arts WILLIAM M. MILLIKEN 
Assoc. Cur. of Decorative Arts HELEN S. FOOTE 
Assoc. Cur.of Classical Art SipviA WUNDERLICH 
Asst. in East Indian Art WuLLIAM E. WARD 

Cur. of Textiles, Emeritus GERTRUDE UNDERHILL 
Assoc. Cur. of Textiles DorotHy G. SHEPHERD 
Asst. in Textiles EVELYN SVEC 

Curator of Paintings HENRY SAYLES FRANCIS 
Assoc.Curator of Paintings Louis—E BURCHFIELD 
Asst. in Paintings Mary G. BALLou 

Curator of Prints HENRY SAYLES FRANCIS 
Associate Curator of Prints Leona E. PRASSE 

Curator of Musical Arts WALTER BLODGETT 

Curator of Education THOMAS MuNRO 


Assoc. Curator, Emeritus Louise M. DUNN 
Associate Curator for Administration 
MarcGareT F. BRowN 

Section of Circulating Exhibits 

Administrator Doris E. DUNLAVY 

Preparator JosepH G. ALVAREZ 
Supervisors: DoroTHY VANLOOZEN (Children’s 
Classes), MARGUERITE MUNGER (Clubs) 
E. Warp (Motion Pictures) 
GERTRUDE S. HorRNUNG (Special Activities) 
Ruts F. (Special Exhibits) 
Instructors: JANE H. GRIMES, JETTA HANSEN, 

MARGARET F. Marcus, NANCY SERAGE 
Secretary: CLARE ALICE HUNTER 


LIBRARY 


Librarian TALLMAN 


Assistant Librarian CHARLOTTE VAN DER VEER 
eference Assistant ELTA ALBAUGH 


ADMISSION 
Open free at all times. 
Hours from 9 a. m. to 5 p. m. except as follows: 
Closed Mondays. 
Open Wednesdays 9 a. m. to 10 p. m. 
Open Sundays 1 p. m. to6 p. m, 
Open Friday evenings 7 p. m. to 10 p, m. 
during lecture season. 
Closed July 4, Thanksgiving, and 
December 25. 


LIBRARY 

The art library is free to the public at all times. 
Books and current magazines for reference and 
photographs for loan are located on the ground 
floor. Lantern slides for loan are on the mezzanine 
floor. Open daily from 9 a. m.to 5 p. m. except 
Sunday and Monday. From October through May 
the reading room is open Sunday, 3 p. m. to 6 
p. m., and Wednesday, 9 a. m. to7 p.m. 


LUNCHEON AND TEA 
Manager, MAYME FLoop 


Luncheon is served from 12 m. to 2 p. m. 
Afternoon tea is served from 3 p. m. to 4.30 p. m. 


GALLERY ADVICE 
Members of the staff are prepared to assist 
visitors, but appointments should be arranged in 


advance. 

SALES DESK 
Catalogues, color prints, post cards, Bulletins, 
books, and framed reproductions are for sale at 
the desk in the Armor Court. A list will be mailed 


on request. 
MEMBERSHIP 


Foundation Benefactors contribute $500,000 
Benefactor Fellows contribute 250,000 
Endowment Benefactors contribute 100,000 
Benefactors contribute 25,000 
Endowment Fellows contribute 10,000 
Fellows in Perpetuity contribute ,000 
Fellows for Life contribute 1,000 
Living or Memorial Endowments 

contribute any sum above 500 
Special Life Members contribute 500 
Life Members contribute 250 
Fellows contribute annually 100 
Sustaining Members contribute annually 25 
Annual Members contribute annually 10 


Full particulars may be had upon request. 


AN ENDOWMENT TO THE MUSEUM, BY GIFT OR BEQUEST, BECOMES A PERMANENT MEMORIAL; 
SUCH GIFTS ARE DEDUCTIBLE FROM INHERITANCE, ESTATE, OR FEDERAL INCOME TAXES, 


